to being nonp'rofessionals who were establishing the magazine as a forum for film debate, especially from a "feminist-Marxist-anarchist direction."^The cinema to be established would espouse a collective process of filmmaking that would produce films fair to women and close to the masses.
In conjunction with these general objectives was a partic ular and self-conscious interest in film criticism itself.
The editors stated their position in the first issue.
We wish to change the traditional modes of film criticism dominated by male critics and historians, . . . it is up to the women who suffer the bad end of the cinematic image to initiate a form of film history and criticism that is relevant and just to females and males. film analysis? The concern of the thesis is with the extent.
of a radical approach to film and its discussion as it is de veloped in this periodical. Through study of these questions this analysis will ascertain the extent to which the critical stance of V7oinen and Film can make a valuable addition to the body of film criticism.
Major articles in the six issues of Women and Film pub lished to date include historical criticism, contemporary critical reviews, interviews with filmmakers, and discussions of film theory. This thesis assumes that material included in the magazine meets certain editorial requirements, and, within the framework of those requirements, the individuality of each writer's approach is maintained.
The articles, then, may present divergent interpretations and opinions; but, viewed as a whole, they reflect the critical policies of the journal.
The purpose of this chapter is to explore the kinds of ideas presented in the journal-to define what these critics are saying.
Three assximptions determine the subject matter and tone of the articles in Women and Film. One, capitalistic society discriminates against women. Two, American commercial cinema, .
which is entrenched in Capitalism, is a powerful force sup porting capitalist economic and social structures. Three, a counter-attack must begin through the development of a new feminist criticism and cinema. These establish the essential political nature of the journal.
In the first issue the editors make clear their alliance with feminism when they write, "The women in this magazine, as part of the women's movement, are aware of the political, psychological, social and economic oppression of women."
The magazine originates out of a need to free women from their "oppression. The writers dealing with contemporary American commercial films complain that despite occasional exceptions women are mainly relegated to sex-related roles (whore, bitch, lover) while men operate in the active area of conflict-man against man, nature, society, himself. Smith writes.
Women provide trouble or sexual interludes for the male characters, or are not present at all.
Even when a woman is the central character she is generally confused, or helpless and in danger, or passive, or as a purely sexual being. It just seems odd that these few images, and No statistics are given to substantiate the claim that the American commercial cinema discriminates against women.
But the editors' assertion that, aside from a few actresses, most women in the industry have low-paying, unskilled jobs does not seem improbable. At least the credits of current movies include mostly men's names behind job descriptions from direc tor to key grip. The other complaint is that System Cinema has an elitist hierarchy which does not give full credit to all the people who contribute to the making of a film.^Ŵ riters in Women and Film are wary of encouraging women to fight discriminatory practices and break into the ranks of commercial cinema, Sharon Smith asks whether or not more women filmmakers will improve the films produced. Her answer is a qualified no. She thinks that it will be a long time before women will be fully integrated into the industry.
Once that comes about men will s t i l l write about women, follow ing old stereotypes. Also, she says, many women, products of when she writes that it is paradoxical to demand "from the bourgeois cultural superstructure a consciousness which runs counter to the basic class interests of those who control the 27 media." It is better to seek means of destroying that in dustry and creating a more successful form that is not ulti- The theme of these reviews, then, is that to depict women in their traditional roles or in an uncomplimentary manner is acceptable, but only to the extent that this characterization is seen to be a result of debilitating sexist social condition ing. However, some critics do not feel that this is enough.
In her review of The Girls Abigail Child says that director Mai Zetterling shows anger and rebellion in her women charac ters, but their dependence on dreams is partially causing them to be locked into stereotypes. Child feels that this film suffers because the women characters do not succeed in rising above their predicament.
Unlike Barbara Loden, she finds this sort of explication insufficient and asks for other films "to break from our past conceptions of female and to present a 'reality' of clever resolve. The content of articles which have been discussed reveal the most essential attitudes of the journal. There is the underlying feminism which is more revolutionary than reformist.
This initiates a rejection of Hollywood and a fear of being co-opted by System Cinema productions. The main body of criti cal reviews deal with female stereotyping in its blatant or subtle forms and with the means used to raise feminist con sciousness in films sympathetic to women. The norm most often applied in the evaluation of these "women's films" is whether or not women's position (either defeated or alienated) is por trayed as a class problem rather than an individual one. In the last chapter the extent to which political input controls criticism in the journal will be ascortaijied. Finally, the relationship between aesthetic concerns and political elements in Women and Film v/ill be evaluated. In an alienated world, culture obviously is a deformed and deforming product. 'To overcome this it is necessary to have a culture of and for the revolution, a subversive culture capable of contributing to the downfall of capitalist (sexist) society. In the specific case of the cinema-art of the masses par excellence-its transformation from mere entertainment into an active means of dealienation is imperative.
There is, then, a dichotomy. The critic who views film as art ,is concerned with form and content and style., He may find fault with the ideas presented or may dismiss the form, but he is dealing with the expression of individual's;. And, except in the broadest sense, those individuals do not consistently work on a political level. He sees the film as a separate entity and can discuss it without immersing it in social or political struggle. This is not to say he ignores the social and polit ical context of films. A writer who would do that, according to Film Quarterly editor Ernest Callenbach, "we should indeed dismiss as an irresponsible c r i t i c . Y e t most film criti cism does not limit itself to that one criterion of analysis.
Neither does Women and Film; but it does primarily con centrate on film as propaganda or potential propaganda. Form, content and style must be subjected to political scrutiny. It must be asked whether or not a film develops the "correct" The interest in whether or not the right.kind of woman is seen on the screen leads to another pitfall to which the jour nal is sometimes subject. By setting up criteria for charac terization it is possible to devise formula role models which are hardly less stereotyped than the flapper, image was twenty-' five years ago. An article by Naome Gilburt reviews films Christiane Rochefort, a director with impeccable .feminist cre dentials, says the most a writer can expect is to make people think-"not to change them, but to answer some reflection, some thought .they could have already.The works in Women are least effective as criticism when they become dedicated to the use of film as a radical feminist subversive tactic. The criticism is most successful when it asks the read,er to consider the limited and negative female images in many films and suggests that those films can become more truth ful through complete and sensitive characterization of women.
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